IT has often been remarked that a major barrier to effective film-music scholarship lies in the absence of published editions of the scores. While musicologists have perhaps been moving away from a formalist desire to interrogate the score in favour of more sociological readings of music, few can have denied the usefulness of having a published 'text' to aid their explications. Similarly, those who may baulk at formalist analyses of film scores might argue, nevertheless, that the existence of an edition would only enhance their scholarly enterprise: even quoting a simple theme accurately, for instance, can involve some high-level transcription skills and an awareness that the vagaries of reproduction technology may alter the pitch of the music heard.
The need for the film-score edition Before discussing the disciplinary need for the particular kind of film-score edition I advocate, I want briefly to raise a practical argument: namely that, in addition to aiding film-music criticism, editing film scores for publication potentially also has an egalitarian justification. While many film studios maintain excellent archives, the manuscript sources held within them are obviously relatively inaccessible when compared with the critical editions of a Beethoven symphony, available from any good bookshop; indeed, while some studios are proactive in preserving and cataloguing their scores, the danger that other studios may discard old manuscripts might alert us to the need for a commercially viable method, independent of the film itself, of conserving the musical substance of a score. While a facsimile collected edition of sources might be offered as a viable alternative to the 'postmodern' critical edition I will propose, anyone who has examined film-score manuscripts will testify to the often poor quality of presentation on show, a result of short production schedules.
2 A facsimile edition, though useful, might exclude all but the most dedicated of audiences, and for serious manuscript researchers it would never be anything but an unsatisfactory substitute.
Admittedly, though, there are reasons why preparing an edited film score should be approached with a great deal of circumspection and critical awareness, reasons that, as I have hinted, paradoxically provide some of the grounds for attempting the task in the first place. Film music, unlike many other Western artmusic traditions, does not require an edition in order to be 'performable': it is a recorded medium that exists as film music only on celluloid or other audio-visual reproduction media.
3 It therefore has a complex relationship with both the visuals of a film and its attendant partners in the soundtrack (dialogue and sound effects). By advocating the separation of the musical object from its accompanying sensory stimuli, we ignore this complex interaction and risk losing an essential part of the film score. 4 In effect, by presenting an edition of the music, we are 'objectifying' the film score as a unitary object and coming dangerously close to distorting the fluidity of its relationship with other elements of the film. This, then, raises the question: in what circumstances is an edition warranted, and why should we attempt such a traditional task in this newest of musicological disciplines?
The study of film music, as a relatively new area of musicology that has flourished only in the last 20 years, arguably still labours under the influence of the Romantic aesthetic, a mode of thought that privileges the idea of a single creative author and the unitary object of the musical work. While some, including Caryl Flinn and Claudia Gorbman, 5 have examined the reliance of film composers on Romantic conceptions of authorship and bemoaned the tendency of film musicologists to succumb to the same myths, film musicology threatens to follow old-established paths of musicology by creating canons of authors and works worthy of discussion. Indeed, such canonizing impulses are all the more tempting for a discipline that has traditionally struggled to justify itself in the face of an Adornian critique of the Culture Industry. 6 Flinn, for example, points out the importance of placing film music within its social and institutional contexts to avoid cloaking criticism in the 'illusion of apparent transcendence'. 7 As she observes, 'critics performed rhetorical somersaults in order to transform this industrial product [film music] into the document of personal expression, an artifact conceptualized by uniqueness and singularity'.
8 While the discipline of film studies in general has abandoned its auteur theories (or at least recognized the impact of post-structuralism on notions of authorship), film musicology seems in danger of rushing in to fill the gap. 9 In what way, though, can creating an edition (surely a task dominated by the work-concept and likely to reinforce the canonizing impulse and the 'myth' of single authorship) militate against the power of the Romantic aesthetic in film musicology? Perhaps the question can be best answered by considering the possibility of creating an edition of a score by one of these 'canonic' composers of film music, Erich Wolfgang Korngold.
Korngold -3) ). The changes a score could go through as it moved through the different stages of its production are arguably best displayed in notational format.
authorial contributions from the score's orchestrators, the film's producer and voices from the composer's past. Hence it resists submission to the musical workconcept, and to the Romantic ideas of single authorship and of the artwork as conceived in a single 'Gestalt'. 12 While these multiple voices can be arguably best understood in Barthesian terms as constituting the weave of the Text, 13 they are, paradoxically, perhaps most clearly demonstrated in the common 'language' of the musical work-concept itself, namely the published edition. In other words, by producing a film-score edition, we can show how the film score refuses to be constrained by those very bonds that a traditional musical edition might try to impose. In attempting to alter perception of the score -from a unitary work-like object authored by an individual to Barthes's multi-voiced Text -a musical edition offers the chance to revisit the traditional musicological activity of edition creation within a more postmodern sensibility, and to release the grip of the Romantic aesthetic on both film musicology and edition creation as a result. In effect, what I propose is a kind of 'anti-edition' that reveals important information about the score's production processes and the creative contributions by figures other than the composer, and challenges the notion that the 'film score' is an object with fixed, workable boundaries. In the rest of this article, then, I want to explore, theoretically, some of the issues facing a potential editor of a film score, and to provide a suggested model for editing a score from Hollywood's studio era (c. 1930-c. 1950 ), using examples from The Adventures of Robin Hood. After outlining some of the relevant issues -including the notion of authorial 'authority' and the complex nature of the film score -and examining the existing crossdisciplinary models, I will posit some possible solutions to the practical problems.
Editing literary and musical texts: the problems Numerous critical issues need to be addressed before our anti-edition is attempted and, with this in mind, it is perhaps appropriate to take a sideways glance at the principles and problems of editing a literary text, in addition to considering the more obvious musicological precedents. Unsurprisingly, given the advances in structuralist and post-structuralist thought in the late 1960s and early 1970s, authorial 'intention' and 'definitive' versions have been strongly contested in a number of key studies. Jerome McGann's A Critique of Modern Textual Criticism, for example, outlines the problems in trying to establish either original or final authorial intention, remarking that the issue rests on an assumption about the location and locatability of literary authority: 'a scholarly project must be prepared to accept an initial (and insurmountable) limit: that a definitive text, like the author's final intentions, may not exist, may never have existed, and may never exist at any future time'.
14 In McGann's portrayal of literary criticism and its history, such 'problems' emerged in the late 1970s and are perhaps most clearly shown in the case of Shakespeare's King Lear. The two contemporary printed sources of the play were found to be not two relatively corrupted texts of a pure (but lost) original, but rather two reasonably reliable texts of two different versions. Such a discovery has important implications for our editorial aims and strategies in dealing with any kind of text, literary or musical. 15 If we abandon the notion of an authorial original with its attendant claims of authority, does this not open the door to a bewildering number of 'alternatives', each with its own claim to legitimacy? Philip Gaskell evidently thought so in 1978 when he addressed the question, remarking that it was tempting for the editor to display all possible manifestations of a text: 'tempting because the inclusion of everything would release him of the difficulty of deciding what to omit, and would also guard him against possible criticism for having omitted what he should have included'. 16 Gaskell quickly points out, though, that he believes such an inclusive approach to be not only impossible, but also deeply unsatisfactory for a reader. The reader, he maintains, is not interested in the editor's scholarship. Yet while this might be so for the average lay reader, especially if a publication is to sell widely, is the statement true for all? Is there not a case for arguing that for those interested in what McGann calls a 'socialized concept of authorship and textual authority' these variants are of great interest? 17 Might the tensions between historically located 'authors' and the institutions of textual production be best displayed in an edition that openly acknowledges its variants?
McGann also mentions the example of Auden as an author whose personal habits of composition and revision create further problems of authorization:
Auden often plundered his earlier work for later and very different textual uses . . . He would often place poems in entirely novel contexts and thereby generate different networks of meaning. In many cases the verbal surface would not be altered in any significant way, but the import would shift dramatically because of the contextual change.
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McGann's example is the prose piece Depravity: A Sermon, which, in its original context as part of the 1935 The Dog Beneath the Skin, was a biting anti-religious parody, yet it appears in the Collected Poetry of 1945 as a serious religious tract. Auden's attitude toward revision and the notion of 'composition' is also shared by musicians, and is of particular relevance to Korngold's score for symphonic overture Sursum corda amongst other pre-existing sources, occupies a virtually identical situation: in substance, the music is not altered in any significant way, yet the contextual change brought about by the images and the other elements in the soundtrack generates those 'different networks of meaning' to which McGann refers. This observation should perhaps draw our attention to the similarity, in editorial terms, of musical texts to their literary counterparts. The issues that are of relevance to an editor of Auden are equally relevant to an editor of Korngold, even before we take into account the very special nature of a film score as distinct from a so-called 'autonomous' work of music.
The problems with editing any text, be it musical or literary, are thus numerous. To some degree, as I have suggested, they are arguably the product of a continued fascination with the work-concept and an unwillingness to recognize that it should often be seen as functioning more as a cultural construct that merely regulates how we receive a text than as a productive force or aesthetic given. 19 Yet even an awareness of this fact, coupled with a willingness to abandon the workconcept's notion of uniformity, still leaves us with a dilemma: how can we present a film score editorially in a way that both is useful for musicologists and yet acknowledges the often pluralistic, Text-like complexities of the score? Does not this very pluralism preclude the possibility of an edition? Clearly, some consideration of the nature of the film score as an aesthetic object is in order here.
It is apparent that film music, especially of the studio era with its frequent reuse of musical material in different scores, 20 is both fluid and nebulous, and instinctively resists the constraining bonds of a published text. Though this is also true in many ways of other traditional performance-based practices such as opera and ballet, film scores are particularly good at highlighting the limitations of a written text in claiming to contain, or at least to represent, the music. The film score can be said to lie somewhere amidst a plurality of possible manifestations: as a physical notational blueprint; as a recorded object; as the partner of a visual track; as the partner of an audio track; as a possible concert-hall work; 21 as the material for 19 The significance of the work-concept has provoked a great deal of debate in recent musicology. future films; as material lost in the final edit, and so on. 22 If an edition chooses to present only one of these manifestations, though, does it not deny the others? If we embrace the cultural contingency of editorial decision in purporting to present only the preferred version of a text, this dilemma is, to some extent, solved for us: we can choose whatever method of presentation is appropriate for our end purposes. If we choose to think of the film score as a 'work' to be performed in the concert hall, why not present it in such a way? Such a 'performing' edition would indeed be possible, though it would require some demanding editorial decisions. In claiming that it reflects the historical actualities of a particular performance, namely the recording session or a particular cut of the film as 'performed' on screen, it might also have some critical validity. John Caldwell notes that an acceptable substitute for the often difficult task of reproducing the 'intentions of the composer' would be to 'reproduce a version which can be shown to have been current at some particular time and place ' . 23 Yet such a performing edition would reveal only a very narrow band of that totality of possible manifestations referred to above, and would not approach the visual demonstration of Barthesian Text suggested as our goal. Even after a score has been recorded, for example, music and picture editors can subject it to a potentially bewildering number of changes before it is married to the film. Similarly, the music track of many films contains large amounts of diegetic music that may not feature in the manuscript parts for recording. While they are not traditionally considered part of the musical 'score' as it is defined by the industry, they do have a large part to play in the construction of the musical object heard in the cinema. 24 Such an example might be the score for To Have and Have Not, dominated as it is by the songs of Hoagy Carmichael. 25 These are played in the film by Carmichael himself (as the character Cricket) and his band, and function both as diegetic performances involving the film's main characters and action, and as a kind of substitute background scoring, complementing the sparse orchestral cues. 26 By leaving out Carmichael's 22 The practice of revisiting films and releasing 'director's cuts' or 'special editions' produces these situations in abundance. One particularly unusual destination for the score is in the form of a narrated radio broadcast. On 11 May 1938, for example, Korngold's music for The Adventures of Robin Hood was broadcast along with narration by the actor Basil Rathbone. This was a shortened version adapted directly from the full score and trailer music, and consequently differs markedly from the score heard in the film. 23 John Caldwell, Editing Early Music (2nd edn, Oxford, 1994), 2. Unpublished performing 'editions' of sorts are of course used for modern soundtrack recreations of studio-era film scores, and the problems are all too clear. The Marco Polo recording of Korngold's score for The Adventures of Robin Hood is a case in point. 28 John Morgan's reconstruction of the score's missing sections is both commendable and well documented in the copious liner notes, but in the preparation of a version of the music to be recorded, some material was necessarily excluded. Cue 8A (Robin's escape from the gallows), for example, has three possible endings, two of which are preserved in the full score: (1) the understated ending also found in Korngold's short score; (2) an alternative, fanfare-like conclusion; and (3) a hybrid version that is heard in the film. Morgan's track 16, 'The Gallows -The Flight of Robin Hood', features the second of these endings. Listeners to the CD therefore hear only one conclusion to the cue out of a possible three. While the recording may have been intended for an aficionado who, already familiar with the ending used in the movie, might be interested in a rejected version, it highlights a possible problem with a performing edition of this film score. Even if the alternatives were included in an appendix, which of the three would appear in the main text? Presenting all of them might prove confusing to performers. The decision is further complicated by the fact that the actual ending used in the film does not exist in any of the extant manuscript sources and requires reconstruction. While the eventual solution may be justifiable, the privileging of any version over another by placing it in the main text implicitly makes assumptions concerning some important, and difficult, questions: What were the composer's 'intentions'? What were the producer's, and how might they have differed?
29 Should the edition try to recover these intentions and specify a 'preferred' choice, or merely present the three versions neutrally? Answers to these questions can perhaps be fully discussed only in the extensive supporting materials commonly found in a 'critical edition'.
Clearly, the film score is often far too complex an object to be adequately represented by one performance type; the recording sessions may be just one Cricket intones a mournful tune (a version of Gustav Lange's Blumenlied) on the piano, much like a non-diegetic cue, only to be told to 'cut it out' by Harry. 27 Of course, to include them, assuming they were not fully notated in advance, might require a monumental effort, transcribing Carmichael's improvisatory style. 28 stage in compiling the musical object. Newly recorded cues can be manipulated editorially and combined with music from a studio's library or live non-notated improvisations. Even the 'performance' of the score on screen, once music has been married to image, does not necessarily constitute a fixed, inviolable musical object. Films can be re-released cinematically in different cuts, and are often trimmed for TV presentation. While a performing edition is therefore a possibility, in attempting to fix one version of what is ultimately a flexible and multi-faceted musical object, it cannot lay claim to the label 'critical'. The idea of a 'critical' edition perhaps suggests that something more rigorous than mere expediency is required, that our editorial decisions should be based in and around a historical understanding. 30 In terms of opera, for example, Ursula Günther's edition of Don Carlos sought 'all the versions of the opera for which Verdi's direct responsibility is historically documented', 31 and Suzanne Scherr noted in 1990 that the task of identifying the multiple versions of Puccini's operas was an essential first step toward a critical edition. 32 In that sense, for an edition of a film score from the studio era to be 'critical' it must attempt to reflect as accurately as possible something of the historical actualities of studio music practice in all its collaborative and flexible glory. In other words, we must choose a method of presentation that acknowledges the inherent complexity of the studio-era film score. The appropriate models to use are not necessarily musicological, and I will suggest that a more pertinent exemplar may be found in the published screenplay.
Models and possible solutions
Though film music can be aligned closely with opera, ballet and even concert music in highlighting the problems of a blanket application of the work-concept to all music practices, it differs in one crucial regard: performance. At the point of its production, it is not primarily destined for performance save through the mechanical process of projection. This is in marked contrast to a Mozart symphony, for example. With a new 'critical' edition of a Mozart symphony, the emphasis is on providing a resource that, although critically informed, can be used for performance. This seems entirely appropriate given the historical circumstances of the music's composition. James Grier, in discussing the layout of a critical edition, even advocates the hiding of all evidence of editorial procedure so that the text may be more directly available to the performer. 33 Although the 30 Indeed, in his four 'constituent principles' of editing, James Grier makes it clear that, for him, the task of editing is grounded in historical inquiry. See James Grier, The Critical Editing Should this be any different for the film score? Clearly film scores are not, after the moment of recording, destined for live performance by musicians, but for endless repeatable performances by that mechanical marvel the sound-film projector and its accomplice, the loudspeaker. Should a critical edition of a film score therefore privilege the same editorial approach as a Mozart symphony -one that encourages live performance? Admittedly, the critical editions of opera published in recent years, in their concern for the historical circumstances of a production (including the way the work may have been altered for various performances), may prove more useful. Yet the need for editors to steer a middle course between the demands of musicologists and performers might still be considered a handicap. As Philip Gossett points out with reference to his editorial work on Verdi, an edition is a series of compromises, and there is no way for a single musical edition to satisfy the needs both of performers and of those interested in knowing precisely what is contained in the sources. 35 No matter how historically aware an operatic critical edition is, then, the needs of the performer often take precedence over the interests of the musicologist: Silva's inserted cabaletta 'Infin che un brando vindice' in Ernani, for example, is relegated to the appendix, despite the evidence outlined in the edition's introduction that Verdi sanctioned its insertion for the September 1844 performances at La Scala, Milan.
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Examining how other disciplines unconcerned with 'performance' have tackled similar editorial problems might therefore prove fruitful, since we can regard this as an opportunity to take a musical critical edition in new directions, towards the 'anti-edition' initially suggested. The most pertinent examples are surely found in a close relation to the potential film-score edition, the published screenplay. This, too, has been extracted from the film and 'objectified'; it, too, can have multiple sources and blurred boundaries, both through its complicated relationship with visuals and sound, and through its revisions and redrafts; and, crucially, as it has no 'performance concerns', the published screenplay does not have the same constraints placed on its presentation methods as its musicological equivalents. Its usefulness to film studies is in explicating the art of screenplay writing and, in this regard, it might provide a corollary to the possible aims of a film-score critical edition. Unfortunately, the existing examples are as wide-ranging in quality and critical rigour as any musicological example, as the following discussion demonstrates.
The attitude. Each is introduced by the general editor, Tino Balio, with a statement of editorial intent:
Our goal in publishing these Warner Brothers screenplays is to explicate the art of screenwriting during the thirties and forties . . . . In preparing a critical introduction and annotating the screenplay, the editor of each volume is asked to cover such topics as the development of the screenplay from its source to the final shooting script, differences between the final shooting script and the release print, production information, exploitation and critical reception of the film, its historical importance, its directorial style, and its position within the genre. 37 Rudy Behlmer's edition of Norman Reilly Raine and Seton I. Miller's script for The Adventures of Robin Hood is prefaced by a lengthy introduction that explains the development of the screenplay and, as a result, includes as an appendix a key scene that was left out near the end of this process. The only editorial changes to the 'revised final' script are mentioned in a section entitled 'editorial process', namely the correction of typographical errors; the modernization of punctuation and capitalization; and a redesigned format to 'facilitate readability'. 38 Significantly, therefore, no effort is made to bring the dialogue into line with the actual lines spoken by the actors. This may be contrasted with Bruce F. Kawin's edition of To Have and Have Not. 39 In his 'Notes to the Screenplay', Kawin informs us: 'throughout the screenplay I have used brackets to indicate changes in the film; the corresponding material is supplied in the Notes'. 40 This results in a presentation of both the '2nd revised final' script and -through some judicious flicking to the notes at the back of the volume -the actual dialogue, where it differs, as heard in the film. 41 Kawin's introduction is also a thorough exposé of the complexities of the script's development, from the Hemingway novel, to the contributions of Jules Furthmann and William Faulkner, to the changes made on set by Humphrey Bogart (the star), Howard Hawks (the director) and Faulkner (the principal writer). 42 appendices' approach of operatic critical editions, they acknowledge the equal interest and value of their multiple sources.
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In Karl French's edition of three Marx Brothers scripts (Monkey Business, Duck Soup and A Day at the Races) the editor is hampered by the lack of extant sources, as this 'publisher's note' demonstrates:
As no original scripts were available for Monkey Business and Duck Soup, the versions presented here were built up from a dialogue continuity provided by Universal City Studios Inc., amplified with material gained from a shot-by-shot viewing of the two films . . . . During the filming of A Day at the Races, the action moved away considerably from the original script. The version presented here combines the script with the dialogue and action in the film itself. 44 Similar reconstructions may indeed be necessary in a film-score edition; however, French neglects to cite from which source the dialogue in A Day at the Races comes, or which sections in the other two films are 'amplified with material gained from a shot-by-shot viewing'. The publisher's note is therefore of no great use, merely a passing acknowledgement that the necessity of critical rigour has been recognized and largely ignored. Unfortunately, many screenplay editions seem to be written for the interested movie-goer rather than the serious film-studies scholar, and therefore avoid undue critical effort; few have editorial commentaries or even identify their sources. Most seem to use the 'final shooting script' in preference to transcribing dialogue, 45 and the only editorial task actively engaged in is largely one of copy-editing. Thus Matthew J. Bruccoli's editing of Budd Schulberg's On the Waterfront screenplay can be summarized in a quick textual note:
The copy text for this edition of On the Waterfront is the 'final shooting script' provided by Budd Schulberg. Spelling, punctuation, and obvious typing errors have been corrected; and the camera directions have been regularized. No substantive emendations have been made in the dialogue. 46 In all these cases, decisions have been made, or can at least be deduced where no editorial apparatus exists, that reflect both the editors' conception of the text and 43 Other examples in this series include The Treasure of the Sierra Madre, ed. James Naremore (Madison, WI, 1979). In his 'Annotations to the Screenplay', Naremore identifies which lines of the presented script are missing in the film, translates any Spanish dialogue, and notes how the script differs from both the film and the original novel. 44 The Marx Brothers: Monkey Business, Duck Soup and A Day at the Races, ed. Karl French (London, 1993), 6. 45 The publication of Mike Figgis's screenplay for One Night Stand (London, 1997), for example, contains only a note that 'the following text represents the state of the screenplay as pre-production was about to begin' (p. xxxi). Whether this is an editorial decision that is meant to privilege the author and present the screenplay as an autonomous 'work of art' separate from its realization in film is an interesting notion about which we can but guess, since there is no critical commentary or editorial discussion. 46 Budd Schulberg, On the Waterfront, ed. Matthew J. Bruccoli (London, 1991), 2. the function of the edition. Many publications of more recent films, for example, include introductions by the screenplay's 'author'. Unfortunately, as is the case with the On the Waterfront screenplay, no discussion of this editorial decision is included in the text. Yet it implies a certain conception of the text that privileges the idea of individual authorial agency over collaborative practice. In choosing to publish such a text, often in its pre-production state, and provide an author's introduction, it is perhaps saying: here is a screenplay, a work of literature that has been merely realized on screen, but also exists independently as a 'work'. Indeed the very name 'screenplay' suggests this possibility. I have used the terms 'screenplay' and 'script' interchangeably, as, indeed, most editors seem to do, but a difference can certainly be implied in the way such a text is treated in an edition. An acknowledgement of the inevitable changes made to the dialogue and miseen-scène as a result of the screenplay's realization in film might push it more in the direction of a flexible and pluralistic 'script'. If, however, the screenplay is presented in its pre-production state, and with an author's introduction, it might be allied more with conventional notions of a stage play, of an 'autonomous' work of art realized through performance. Of course, the extent to which any 'play' is autonomous, or exists as an artwork, opens up similarly problematic questions of reception and performance practice for literature. Nevertheless, it could be to this way of thinking about a play that such screenplay editions allude. However, what would be the function of such a publication? Clearly, it could not be reused for an as yet unmade film; nor, in the vast majority of cases, could it realistically form the basis of a theatrical production. If it does not present the dialogue as it is heard in the movie's most widely available cut either, it cannot serve to accompany the viewing experience. Perhaps such editions serve only to re-inscribe the author's authority and the power of the Romantic aesthetic. Other, more pluralistic, approaches to the screenplay edition at least acknowledge its realization in film. Some, as in the Marx Brothers screenplays, are intended to function as a companion to the movies themselves, a way of revisiting the experience:
By experiencing these films in script form you will miss out on Harpo's contribution . . . ; the musical interludes -no great loss on the whole; and, finally, Zeppo's acting -no loss at all. What you have is the chance to relive, in your own time, some of the most brilliantly inane puns, one-liners and comic exchanges in the history of the cinema. 47 Others, as in the Wisconsin series, suggest more about the practices of screenplay writing and adaptation. These might legitimately function, therefore, as companions to historical studies. Not surprisingly, then, an awareness and acknowledgement of multiple sources seems to be more acute when older films are the subjects for discussion. In functioning as a companion to historical film studies, certain published screenplays could therefore provide a more useful model for the studio-era filmscore edition than existing musicological models. Such editions are not intended for performance, 49 nor do they present the screenplay in an 'autonomous' state as the product of a single author. 50 Rather, they attempt to reflect (as accurately as is possible) the historical realities of the studio system, in all its collaborative glory, as it is revealed in the practice of screenwriting. Could we not do the same with music? Like the screenplay, the process of film-score composition is often complex, encompassing various stages of textual change through orchestration and editing. And like the screenplay of the same era, film music of the studio system can be regarded as a flexible multi-authored Text that was not necessarily intended for reperformance, though it could be reused in other films. Assuming that we consider this the 'best way' of thinking about such a practice, and that its presentation in an edition should seek to re-inscribe rather than undercut this interpretation, could we find a way to display the same multitextuality and complexity of relationship with the film that some screenplay editions achieve? Can we not also suggest something of the process of filmscore production, of the various stages of composition, orchestration and editing in the same way that screenplay editions outline the history of the script? There are a number of problems that either prevent the complete realization of this projected course of action, or complicate it beyond what may be feasible to present clearly. A discussion of these follows, before some practical solutions are outlined, illustrated with edited passages from The Adventures of Robin Hood.
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Editing the film score
As is the case with the screenplay, the score exists in many sources, all of which, in an ideal situation, should be presented in order to emphasize its multi-textuality. This is in stark contrast to most music editions that seek to present an authorial 49 Indeed, I doubt the question is ever seriously considered in any publication of a screenplay.
There seems to be a tacit acceptance that a 'play' destined for the screen cannot then be performed on the stage or reperformed on screen. Clearly, there are exceptions: remaking a film using the same screenplay has been tried (e.g. Psycho, 1998), though to almost universal condemnation. Why, then, do we naturally accept the convention of performing the film score on its own? Admittedly, it is a lot easier to reperform a film score than to recreate the dialogue and mise-en-scène of a movie screenplay effectively, yet this does not explain the convention entirely. Perhaps it is merely a result of years of doing the same with opera, extracting 'bleeding chunks' (in Tovey's famous phrase) and presenting them in the concert hall. 50 That said, in the Wisconsin screenplay for To Have and Have Not, Bruce Kawin claims that 'it is also that auteur critic's dream, a film that clearly reveals the guiding influence and personal vision of a single artist, Howard Hawks' (p. 9). Yet, because he is discussing the screenplay and not the mise-en-scène, Kawin maintains an approach that recognizes the complexity of the question of authorship. original by ignoring what Grier calls 'variant reasonable readings'. Indeed, Grier remarks:
This goal [determining the text of an authorial original] presupposes the existence of such an original, a text, resulting from the act of composition, that could be construed as carrying the authority of its creator. At this point of creation, the work, as an artistic entity, and the text, as its physical manifestation, are virtually identical, to the degree that the author has been able to transfer the work, in its psychological state, to its physical manifestation as a text.
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Primarily concerned with early music, Grier implies that he does not believe such an authorial original exists. In the case of the film score, where the original manuscript source may differ markedly from both the recording tapes and the eventual presentation of the music in any one of several versions of the film released, the problem is all too clear. Jeffrey Kallberg has, however, discussed a similar problem in relation to the allowable variants in Chopin's music, and voices his concerns:
I am more concerned about the invocation, in whatever form, of the notion of composer's intentions to resolve conflicting variants. What ideas of musical production and textual authority are implicit in such philosophies of editing? . . . To ground editorial choice in the concept of 'composer's intentions' is to assume that the creative artists worked autonomously, uninfluenced by a public or by institutions such as publishing houses or concert halls.
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He concludes that in the case of Chopin's Nocturne op. 62 no. 1 there are two equally authoritative versions, and that to print one without the other denies the other's validity. Clearly, it is not common practice among editors to print multiple versions. Rather, as Grier implies, the task of the editor is, it is commonly assumed, to make decisions; to present only one reading, though s/he may acknowledge the alternatives. These alternatives are often included in appendices in order to make the published text more available to performers, as is the case with Silva's inserted cabaletta in Ernani. Could it be possible, though, to present all the possible variant readings for a film score in a single 'multi-text'? An editor might want to indicate changes made to the score by the orchestrators, and include scenes scored and subsequently excised from a particular cut of the film along with an explanation of their prior position. In fact, any variants indicated in the manuscript sources, such as changes made at the point of recording, will be easy to display, provided enough of these sources remain, of course. Once we begin examining non-manuscript sources, however, we enter murkier waters. If the recorded tapes and the film itself constitute editorial sources, as I believe they must, we are plunged into a world of performance subjectivity. How, for instance, would we deal with dynamics? The manuscript might indicate that the cue should be played fortissimo, and the scoring sessions might bear this out; if the cue is to be played under dialogue, however, the dynamic might be reduced artificially to the equivalent of pianissimo, or is it pianississimo or piano? Without the comfort of a manuscript source, we are forced to interpret a performance and commit that interpretation to paper. Other problems occur with the use of aural sources: if, for example, a line of music is simply inaudible in the context of the rest of the soundtrack, should this be indicated? What happens if the film contains a cue for which no corresponding manuscript source can be found: should it be aurally transcribed? There can be no guarantee that such a transcription would bear much resemblance to the original manuscript cue. In effect, presenting aural sources in a manuscript format is a problematic concept, and, as I readily acknowledge, the results will never fully satisfy. Yet these 'weaknesses' can be embraced as evidence of the fluidity of the film-score object and its 'Text-like' characteristics and, as a result, I see no problem in trying to devise an imperfect solution to these problems, provided they are not invested with undue editorial 'authority'. If we wish a film-score edition to function as a companion to historical studies rather than as a performance aid, issues of presentation become much easier, since there is no need to hide editorial apparatus or worry about providing an unbroken performing text. Clearly, though, there is not much in the way of precedent to help us. The majority of film-music books will either transcribe important themes or, in a few cases, print facsimile pages of a short score; it is more unusual for extracts to be inscribed in music print from the original full-or short-score manuscripts.
55 Fred Karlin and Rayburn Wright's book On the Track is one such rarity: their presentation of extracts includes both facsimile pages and printed examples of short and full scores. 56 They also include items peculiar to film-score recording such as click-track markings, punches and streamers, as well as timings, all of which are useful to the conductor in trying to marry music and image at the proper point. 57 Similarly, most examples have bar numbers marked on every bar, with some even marking beat numbers. Clearly, these markings were designed to make the process of recording function as smoothly and efficiently as possible, and have been transcribed into print from the original manuscript. Given that these markings are of historical interest to scholars studying the recording process, it would seem prudent to include them, where they exist, in any critical edition. Karlin and Wright also reproduce reel and cue numberings, and identify the composer and orchestrator, again presumably taking these from the manuscript. 59 In the case of multiply authored scores, these items may be of particular interest in tracing the history of the score's composition.
By presenting both the piano short score and the orchestrated passages concomitantly, the editor gives equal weight to both sources as 'versions' of the film score, and also suggests something of process, since the orchestrated pages will necessarily postdate the short score. Despite the importance of gathering together as many sources as possible on the same page, the realization of this 'multi-text' might at first seem to be impracticable. Though with a different function in mind, Deryck Cooke's performing version of the draft for Mahler's Tenth Symphony proves useful in demonstrating what might be possible in this regard. 60 Since Cooke had to display Mahler's short-score passages alongside the full score, in order to make clear what was written by the composer and what was added by the editors, he also had to grapple with this problem. His solution is outlined in the notes at the end of the edition:
Since Mahler wrote only a short score of the bulk of movement III and the whole of movements IV and V, this short score is reproduced at the foot of each system of the performing version . . . . The reproduction of the short score is literal in that it includes all Mahler's shortcomings of notation, his corrections and alterations; and while it generally omits what he definitely deleted, it includes one or two of his deletions (clearly indicated as deletions) where they help in understanding the performing version.
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Such a strategy would also show what instrumentational information was available to the orchestrators, allowing us to make tentative judgments about their creative input. 62 The short score could be displayed as 'authentically' as possible, preserving any vagaries of notation. Example 1 shows this presentation policy in cue 8A from The Adventures of Robin Hood.
Where bars have been cut at various points in different versions of a score, it would seem sensible for a critical edition to restore them while at the same time making it perfectly obvious how to reconstruct the edit of the score used in the film. Edits of this sort could be indicated in the manner of the critical edition of 59 As these extracts are merely supporting their text, Karlin and Wright make no editorial claims.
There Verdi's Stiffelio, where several bars at the end of Lina's Act 2 aria, cut for a specific performance, are overwritten with the indication 'Vi-de'. 63 In cue 2B of The Adventures of Robin Hood, for example, changes were made to the recorded tapes after the scoring session, as a result of last-minute changes to the visuals. Example 2 shows one of these changes between figures 19 and 20.
The problems with the multiple versions of cue 8A in The Adventures of Robin Hood referred to above can also be tackled by abandoning a linear approach to presentation. The cue has alternative beginnings and endings for the radio broadcast and for the film's trailer, and these versions should be signalled clearly with the surrogate material located as close as possible to its proper place, rather than consigned to an appendix. Example 3 shows the first three pages of the edited cue: as can be seen, the radio beginning to the cue follows straight on, disrupting the linear flow of the music.
Any sections missing from a full score could also be reconstructed, perhaps along the lines of the critical edition of Berlioz's Les Francs-Juges, where the editors display facsimiles of the autograph fragments on the page opposite to their partial reconstructions and use small noteheads to indicate reconstructed passages. Finally, the layout of the full score requires some thought. Given that, at Warner Bros. in the 1930s, orchestrators used their own manuscript paper with a preprinted layout, it may be of interest to display this information on the opening page of a cue. 65 In considering general principles of presentation, an editor might adopt the screenplay edition's practice of including photographic stills from the movie. Though their placement varies, 66 this represents an acknowledgement of the film's visuals, complementing the screenplay's descriptions of action and miseen-scène. While a photographic 'story board' may be impracticable in a film-score edition, a similar editorial attitude might make use of a 'cutting continuity' of visual description and dialogue to place the score in its context, and a running commentary to give some indication of what occurs in the rest of the soundtrack. Indeed, this is somewhat easier for the 'classical' Hollywood film score of the studio era than for the more heavily sound-designed films of later decades. Example 4 displays some of this information in cues 8A and 2B.
In terms of the placement of the editorial commentary and apparatus, which Grier advocates situating in a separate volume if at all possible, 67 the film-score edition does not have the same concerns as a normal 'performing' critical edition of music. In fact, if anything, it should dissuade performers from attempting a spurious concert performance of the score in question. It therefore seems appropriate to display the editorial apparatus openly alongside the music, rather than hiding it away. Such a strategy would seem to be more appropriate for a 'companion to historical study'. As can be seen in Example 5, this information can detail the changes through which the score went without the need for extensive cross-referencing of different sources.
Ultimately, of course, issues of presentation will be specific to the individual score, and will necessarily change according to the levels of technology used in film-score production. What has been set out, at least, is an editorial strategy for dealing with symphonic film scores of the Hollywood studio era -electronic scores perhaps present their own set of problems, as do more recent scores that are arguably more dependent on other elements of sound design. The resulting edition, therefore, would not function as a companion to a viewing of the film; nor would it present the music in a way that facilitates performance. Instead, it would encourage critical contemplation, and function alongside historical studies of film-music production as a visual embodiment of Barthesian Text, challenging the Romantic notions of an 'authorial original' or a 'work'. Though attempting to 'catch' the elusive 'stuff that dreams are made of' (that immortal Shakespearean paraphrase from The Maltese Falcon), the editorial strategy proposed will at least allow closer inspection of the musical element, often under-discussed in film studies, and spares no effort in blurring boundary lines and shaking empirical securities. In that sense, it makes relatively inaccessible manuscript sources available to all in a way that tries to limit the power of the Romantic aesthetic over the presentation and discussion of film music.
Such a paper-based edition may eventually be superseded by a multimedia format that is even closer to the Barthesian idea of Text, and thus further distanced from the Romantic work-concept, than the model I have sketched here. As I have already acknowledged, the editorial presentation of a film score does, to a certain extent, objectify the music to the detriment of an overall appreciation of the audio-visual structure of the film. A multimedia edition may attempt to reinsert the music into its audio-visual structures, and might combine manuscript sources with archival documents, movie clips and audio, allowing the musicologist to consult two or three different manuscript versions of a cue while watching a version of the scene that was edited before the film was released. The Online Chopin Variorum Edition Project suggests something along these lines, 68 though in handling video and audio in addition to images, the multimedia film-score edition would be a much tougher task. As this particular dream's realization would also be hampered by the need to involve the movie studios themselves, the paper-based edition proposed seems far more achievable in the short term. While the conceptual problems outlined above must be considered by any edition laying claim to the label 'critical', the fact remains that the existence of screenplay editions has long been considered essential for the study of screenwriting history and practice; it is surely time for the equivalent handicap in the study of film music to be removed. As has been demonstrated, this can be achieved without recourse to the Romantic aesthetic, allowing the relatively youthful discipline of film musicology to avoid repeating some of the paths, and the accompanying pitfalls, followed by its parent discipline.
ABSTRACT
There is a need for published film-score editions in film musicology, both to preserve the contents of manuscripts and to aid critical readings of films. How to accomplish this, without re-inscribing the Romantic conceptions of authorship commonly associated with edition creation, is the subject of this article. After considering the relevant editorial problems and models, a postmodern 'anti-edition' is proposed, using examples drawn from Korngold's score for The Adventures of Robin Hood (1938). 
